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IN ORDER TO SUSTAIN AS A SUBJECT OF
CULTURAL RELEVANCE, THE DISCIPLINE OF
ARCHTECTURE MUST RESIST THE URGE TO
DIVORCE THE PROJECTS OF FIGURE AND
STRUCTURE.

Claim

Innie/Outie considers Architecture as a simultaneously typological and teleological proposition.
Architects exploit typology as a means of classifying, diagramming, and ultimately flattening and
iconicizing ideas about Architecture so as to place them within a broader cultural context, thereby
making them intellectually accessible to their audiences. By contrast, architects from the advent of
Modernism onwards have displayed a critical preoccupation with the discipline’s teleological potential,
the creation of form that follows function – a renunciation of authorship, a denial of intuition that
pursues an Architecture of transcendence that adheres only to the principles which govern that which
is, rather than that which appears to be. These may both qualify as legitimate projects of architecture,
but this thesis posits that neither one may supplant the other, lest we contribute to the process of
reducing architecture to its own symbol.

Bad Habits

In order to identify the principles of that which is, one must first identify that which appears to be, and must
paradoxically assign a necessarily reductive typological label to any work of architecture in order to proceed to
understand it teleologically. We may begin to access that which is by distinguishing it as different from (albeit
inextricably related to) that which it appears to be, which in the case of Architecture we may identify respectively as
the three-dimensional organization of space, and the spatial figure, which the observer uses as a tool for beginning
to unpack the principles that organize the construction of space. In spatial terms, then, the figure is the flattened
image that the observer identifies as that which is organized by structure – Architecture. If we neglect to maintain
this perceptive link between figure and structure, we run the risk of fragmenting the discipline of Architecture beyond
its own recognition.
In order to develop effective strategies for maintaining a simultaneity of figural and structural perception, there are
two of tendencies which we as architects have observed in the past and that this thesis contends we must resist in
the future.

Figural Flatness

The first of these tendencies is the reluctance of architects to acknowledge the inherent three-dimensionality of
architectural space - a tendency that proliferated with the advent of the free plan and the subsequent divorce of
façade from structure. The relegation of architecture to the surface articulation lies in direct contradiction to the
inherent three-dimensionality of architecture, which relies on its construction in three-dimensional space in order
to carry out its communicative and equipmental functions.
This type of contradiction between surface and volume has preoccupied Postmodern architects such as Venturi
and Graves whose decorated sheds accept typical organizational strategies a priori and apply symbolic veneers to
their exteriors, but the complexity of contradiction cannot stand in for the conscious authorship of architectural
space in three dimensions. The argument for the decorated shed is that it creates a both/and condition wherein an
idealized structural system (the shed) can coexist with its own ideal symbolic representation (the decoration), but
in practice the idealization of the architectural symbol supplants the idealization of structure by taking it a priori.
While the decorated shed is not necessarily invalid as an approach to the construction of a relationship between
surface and mass or interior and exterior, it cannot be mistaken that the architecture of surface may supplant the
architecture of space.

Venturi, like the typical modernist that he wishes to supplant, is adopting the tactic of exclusive
inversion. He is cutting out a whole area of architectural communication, duck buildings,
(technically speaking iconic signs), in order to make his preferred mode, decorated sheds (symbolic
signs), that much more potent. Thus we are being asked, once more by a modernist, in the name of
rationality, to follow an exclusive, simplistic path. Clearly we need all the modes of communication
at our disposal, not one or two; and it’s the modernist commitment to architectural street-fighitng
that leads to such oversimplification, not a balanced theory of signification.
Charles Jencks, The Language of Postmodern Architecture

Structural Illegibility

The second bad habit we must confront as architects is the postmodern willingness to obfuscate the associative
meaning of architecture beyond its own recognition, rendering the discipline as socially inaccessible. If the
works of Venturi represent an architecture whose parlance is comprised of a set of slogans and one-liners, then
we might understand the works of Eisenman or Liebeskind as scrambling the language of architecture into a
garbled, fragmentary version of architectural rhetoric. This is an architecture of methodology, shunning final form
under the auspice of truth to process over content. The expression of process is not inherently problematic, as
its subjection to real-world contingencies offers it the potential to bear social relevance, the urge to supplant the
expression of figure with a wholly process-driven architecture fails to capitalize on the rhetorical immediacy that
the legible figure provides.

I have always been on the side opposed to phenomenology. I’m not interested
in Peter Zumthor’s work or people who spend their time worrying about the
details or the the grain of wood on one side or the color of the material on
the surface, etc. I couldn’t care less. That having been said, it is still necessary
to build.
Peter Eisenman, `

Birds Eye

Worms Eye

Articulation of barrel vault structure by dimunition and repetition of catenary
profile - extracting the figure from structure.

The purpose of the aesthetic organization of our environment is to capitalize on this
subjective schematization, and make it socially available. The resulting organization does
not correspond in a one-to-one relationship with the objective facts, but is an artificial
construct which represents these facts in a socially recognizable way.
It follows that the representational systems which are developed are, in a real sense,
independent of the quantifiable facts of the environment.
No system of representation, no meta-language, however, is totally independent of the
facts which constitute the objective world. The modern movement in architecture was
an attempt to modify the representational systems which had been inherited from the
pre-industrial past, and which no longer seemed operable within the context of a rapidly
changing technology.
Alan Colquhoun, Typology and Design Methodology

Birds Eye

Worms Eye

Extension of a profile into a three-dimensional spatial ordering system constructing the latent structure of the Figure.

If we start to examine the general laws of perception, we see that as perception becomes habitual,
it becomes automatic. Thus, for example, all of our habits retreat into the area of the unconsciously
automatic; if one remembers the sensations of holding a pen or of speaking in a foreign language
for the first time and compares that with his feeling at performing the action for the ten thousandth
time, he will agree with us. Such habituation explains principles by which, in ordinary speech, we
leave phrases unfinished and words half expressed...
This characteristic of thought not only suggests the method of algebra, but even prompts the choice
of symbols (letters, especially initial letters). By this “algebraic” method of thought we apprehend
objects only as shapes with imprecise extensions; we do not see them in their entirety but rather
recognize them by their main characteristics. We see the object as though it were enveloped in a
sack. We know what it is by its configuration, but we see only its silhouette. The object, perceived
thus in the manner of prose perception, fades and does not leave even a first impression; ultimately
even the essence of what it was is forgotten.
Victor Shklovsky, Art as Technique

To construct a binary in which notions of figure
and structure are mutually exclusive belies their
latent interdepencence in Architecture, and thus
limits their simultaneous phenomenological
potential.

If we start to examine the general laws of perception, we see that as perception becomes habitual,
it becomes automatic. Thus, for example, all of our habits retreat into the area of the unconsciously
automatic; if one remembers the sensations of holding a pen or of speaking in a foreign language
for the first time and compares that with his feeling at performing the action for the ten thousandth
time, he will agree with us. Such habituation explains principles by which, in ordinary speech, we
leave phrases unfinished and words half expressed...
This characteristic of thought not only suggests the method of algebra, but even prompts the choice
of symbols (letters, especially initial letters). By this “algebraic” method of thought we apprehend
objects only as shapes with imprecise extensions; we do not see them in their entirety but rather
recognize them by their main characteristics. We see the object as though it were enveloped in a
sack. We know what it is by its configuration, but we see only its silhouette. The object, perceived
thus in the manner of prose perception, fades and does not leave even a first impression; ultimately
even the essence of what it was is forgotten.
Victor Shklovsky, Art as Technique
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Surface and Mass

But what concerns us here is the absolute proximity, this co-precision, of the field
that functions as a ground, and the Figure that functions as a form, on a single
plane that is viewed at close range. It is this system, this coexistence of two immediately adjacent sectors, which encloses space, much more so than if one had
proceeded with the somber, the dark, or the indistinct. This is why there is indeed
a certain blurriness in Bacon; there are even two kinds of blurriness, but they both
belong to this highly precise system. In the first case, the blur is obtained not by indistinctness, but on the contrary by the operation that ‘consists in destroying clarity by clarity,’ as in the man with the pig’s head in the Self-Portrait of 1973, or the
treatment of crumpled newspapers: as Leiris says, their typographic characters are
clearly drawn, and it is their very mechanical precision that stands opposed to their
legibility.
Gilles Deleuze, Francis Bacon: The Logic of Sensation

Mies Van der Rohe, Crowne Hall (1958)

Le Corbusier, Notre Dame du Haut (1954)

Shigeru Ban, Curtain Wall House (1995)

Wang Shu, Ningbo Museum (2013)

Diller Scofidio Renfro, Blur Building (2001)

Peter Zumthor, Brother Klaus Chapel (2011)

Legibility and Obscurity

But what concerns us here is the absolute proximity, this co-precision, of the field
that functions as a ground, and the Figure that functions as a form, on a single
plane that is viewed at close range. It is this system, this coexistence of two immediately adjacent sectors, which encloses space, much more so than if one had
proceeded with the somber, the dark, or the indistinct. This is why there is indeed
a certain blurriness in Bacon; there are even two kinds of blurriness, but they both
belong to this highly precise system. In the first case, the blur is obtained not by indistinctness, but on the contrary by the operation that ‘consists in destroying clarity by clarity,’ as in the man with the pig’s head in the Self-Portrait of 1973, or the
treatment of crumpled newspapers: as Leiris says, their typographic characters are
clearly drawn, and it is their very mechanical precision that stands opposed to their
legibility.
Gilles Deleuze, Francis Bacon: The Logic of Sensation

Berteli R.A., Profilo Continuo (Testa di
Mussolini) (1933)

Francis Bacon, Studies for Self Portrait (1973)

Newcastle Journal

Crumpled paper

Distortion of a conically displaced sheet of paper

But what concerns us here is the absolute proximity, this co-precision, of the field
that functions as a ground, and the Figure that functions as a form, on a single
plane that is viewed at close range. It is this system, this coexistence of two immediately adjacent sectors, which encloses space, much more so than if one had
proceeded with the somber, the dark, or the indistinct. This is why there is indeed
a certain blurriness in Bacon; there are even two kinds of blurriness, but they both
belong to this highly precise system. In the first case, the blur is obtained not by indistinctness, but on the contrary by the operation that ‘consists in destroying clarity by clarity,’ as in the man with the pig’s head in the Self-Portrait of 1973, or the
treatment of crumpled newspapers: as Leiris says, their typographic characters are
clearly drawn, and it is their very mechanical precision that stands opposed to their
legibility.
Gilles Deleuze, Francis Bacon: The Logic of Sensation

Interior/Exterior

The construction of a methodology which exploits the latent interdependence
of structure and figure runs in parallel to a treatment of space in terms of interior
and exterior whereupon the moment of interface between inside and outside
doubles as the site of architectural confrontation between notions of figural
and structural expression. At the moment of transition from interior to exterior,
embedded ideas about tectonic, enclosure, and figure-ground come to the fore.

“There is another important area of contradictions. Contradiction between the
inside and the outside may manifest itself in a “lining” - that is, a space within
a space analogous to a frame. Plan diagrams illustrate the layers between the
inside and the outside can be more or less contrasting in shape and position,
pattern and scale.

Robert Venturi, Complexity and Contradiction in Architecture

Excavation, revelation, and reconsideration of the dissonance between
architectural assembly and spatial organization.

The first thing one notices is that violence has been done. Then the violence turns into visual order and,
hopefully, then to a sense of heightened awareness.... You see that light enters places it otherwise couldn't.
Angles and depths can be perceived where they should have been hidden. Spaces are available to move
through that were previously inaccessible.... My hope is that the dynamism of the action can be seen as an
alternative vocabulary with which to question the static, inert building environment.
- Gordon Matta Clark, on Conical Intersection (1977)
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“Curiously, while radical avant-garde films such as Warhol’s [Sleep] are
analogous to the plans of typical tall buildings, these more “radical”
forms of architecture, as represented by their plans, imply successive
movement that is comparable to conventional narrative film.”
- Preston Scott Cohen, “Successive Architecture”

Projective Massing
Rotational Projection

R.A. Bertelli, Profilo Continuo (Testa di Mussolini) (1933)

Translation of figure to mass through a process of revolved projection.

Single Extrusion

Bjarke Ingels Group, 57 West ( 2016)

Translation of figure to mass through a process of lofted projection in
one dimension.

Double Extrusion

Angela Co, Critters ( 2013)

Translation of figure to mass through a process of lofted projection in
two dimensions.

Jeanne Claude and Christo, Wrapped Reichstag ( 1975)

Laminate Massing

FIGURAL STRUCTURES

Hirsuta, Raspberry Fields

Philip Johnson, Roofless Church

Christian Kerez, Leutschenbach School

Kenneth Snelson, Rainbow Arch

Antoni Gaudi, Catenary Model ( 1906)

Kenneth Snelson, Needle Tower ( 1968)

Translation of structure to figure through a process of tensegrity
construction.

Project Proposal

“Consider the orca.
A biologist might tell you that orcas are, like any other creature, the product of DNA mutations
coupled with natural selection, as if that explained everything about the evocative thing right
there in front of our eyes. In that world-view, the orca is simultaneously reduced to an outcome
of interactions of atomic units and of enormous ecological systems. In a theoretical and popular
world obsessed with networks, flows, and processes, it seems like the orca must also be a network
or a flow or a process: to a hammer everything looks like a nail. But this denies the specificity
specificity and discreteness of the orca: the depth of its slick black ruberry skin, the alien figuration
of its white patches, its toy-like scalelessness. Rather than undermining the orca by attempting to
justify or generalize it, why not instead embrace its specificity as an object, with all of its mysterious,
irreducible character and inclinations?”
- Tom Wiscombe, “Discreteness, or Towards a Flat Ontology of Architecture”

Tom Wiscombe
“Discreteness, or Towards a Flat Ontology of Architecture”

Mike Kelley
“Arena no. 4 (Zen Garden)” (1990)

Bart Hess
“Mutants” (2013)

Clement Vala
“Postcards From Google Earth” (2014)

Collapsed Transmission Tower
Gurgaon, West Bengal (2013)

Transmission Towers, Draped

